I can defend the symphony recordings not only because they proved to be fruitful experiments and lively performances, but precisely because they are recordings and not live performances. First-rate musicians, producers and engineers can and do find ways of recording that maximize the best characteristics and minimize the weaknesses of any voices, instruments, repertory and venue; in live performances, on the contrary, one is generally stuck with the inflexible acoustics of a given venue. The thinking behind this apparently paradoxical assertion is not as circular as it may appear on first examination. True, it might seem impossible for us, with our modern ears, to know how any given instrument or piece of music was once meant to sound in order to be in a position to seek to 'maximize its best characteristics'. Yet those who have spent a long time mastering a fine old instrument can tell you that it gradually becomes clear why the instrument is built the way it is, wherein its glories lie, what musical truths it may permit and what its limitations may be. And those who examine deeply a fine piece of music make similar discoveries. The act of revealing those half-hidden glories and musical truths must be the only possible justification for reviving old instruments (or, in the case of orchestras, groups of them), and those glories and truths must be audible in any recorded or live performance worthy of notice.
If this approach is accepted, then the problems with replicating in modern performances the orchestras of tables I and 2 begin to emerge. Mozart, like his contemporaries, believed in tailoring the music to the occasion; in contrast, we believe in tailoring the occasion to the music. For example, when Mozart composed an opera, he was willing to work on the instrumental music, choruses and recitatives before he was familiar with the voices of his leading singers, but not the arias because he wanted to calculate them for the individual voices. This way of working, this philosophy, can be clearly read in many passages from the Mozart family's correspondence concerning the creation, rehearsals and revisions of Lucio Silla, Idomeneo and Die Entfihrung aus dem Serail.3 Perhaps Mozart's best known remark on this subject is from a letter of 27 December 1780, 'I like an aria to fit a singer as perfectly as a well-made suit of clothes.' And after a work was completed, if there were subsequent changes of venue or cast, Mozart made revisions, as with the Viennese versions of Don Giovanni and Idomeneo. This way of dealing with arias also explains the motivation behind many insertion and substitution arias. Modern musicians, on the other hand, expect singers to take pre-existent arias conceived with voices other than theirs in mind, and to practise for weeks, months or even years until they have mastered them.
Although it is a little more difficult to demonstrate that Mozart's instrumental works were also tailored to their intended venues and executants, I believe that it can be done. The best known case of this sort is probably the Andante of the Piano Sonata in C, K309, written for Rosa Cannabich, about which Mozart claimed in a letter of 6 December'1777 that 'it fit closely the character of Mlle Rosa'. And I believe that symphonies too, even though they are in a pan-European style that permitted them to be performed anywhere, were composed with particular audiences, occasions, acoustics and orchestras in mind. To suggest lines of inquiry that might serve to confirm this hypothesis, let us briefly examine the questions of Italian orchestras vs. German orchestras and theatre orchestras vs. orchestras for 'halls' (i.e. salons or music rooms).
The aspect of the famous Italian opera orchestras of Mozart's time that is most striking to both modern and 18th-century eyes and ears is the preponderance of strings over winds and, among the strings, the enormous number of violins compared to the lower strings. It has long been accepted, on grounds of both historical evidence and common sense, that some orchestras with which Mozart worked were too small for the tasks assigned them. But as considerable scepticism has been expressed about the idea that other orchestras may have been too large, it is worth reviewing some of the evidence supporting that suggestion.
Charles Burney, a sophisticated witness to orchestral The director of the Concert Spirituel in 1778 when Mozart was in Paris was Joseph Legros. Mozart had problems with him, but he was an excellent tenor and competent administrator, who had taken over the orchestra at an artistic nadir and restored it to its former eminence. The praise his reforms received included the following: Mr Legros ... knew that the number of instruments must be relative to the size of the hall and that, most often, one produced greater effects with a less large number of performers. Consequently, he has reduced the number of performers in both the orchestra and choir.7
The dangers of an excessively large orchestra were also revealed during Haydn's London sojourns. The excellent ensemble of the orchestra at the Hadyn-Salomon concerts in 1791-3 was mentioned in several reports; the group numbered about 40.8 When in 1795, however, Haydn led an orchestra of more than 60 for the Opera Concerts, the otherwise respectful critics politely let it be known that the ensemble had been ragged.9 And Haydn penned a related criticism in his diary: 'The (London opera) orchestra is larger this year, but just as mechanical as it was before, and indiscreet in its accompaniments.,o Finally, according to Friedrich Rochlitz, the Leipzig premiere of Beethoven's Fifth Symphony experienced difficulties in the scherzo because the orchestra was too large." In a similar vein, Anton Schindler wrote into Beethoven's Conversation Book in 1824 that 'Lichnowsky says that a smaller orchestra in the hall of the Theater an der Wein is more effective than a large one in the Redoutensaal."12 And Schindler was later responsible for some more detailed remarks on this subject:
Beethoven complained generally of the misunderstanding of the tempi at the concerts of the great Vienna Musical Society [Musikverein] ... This cause of dissatisfaction led Beethoven one day to make the important declaration, that he had not composed his symphonies for such vast orchestras as that usually assembled for the Vienna Musical Society [Schindler's footnote: The structure and extent of the hall of the great Imperial Ridotto at Vienna, in which the concerts of the Musical Society are held, renders a powerful orchestra necessary], and that it never was his intention to write noisy music. He added that his instrumental works required an orchestra of about 6o [good] performers only; for he was convinced that it was by such an orchestra alone that the rapidly-changing shades of expression could be adequately given, and the character and poetic subject of each movement duly preserved.
. While it is indisputable that economics sometimes dictated smaller orchestras than either patrons or musicians might have thought preferable, in some times and places, when money was not a problem, other factors must have determined the size of orchestral forces.
Three factors were paramount: (i) the desire for clarity and flexibility; (2) the need for correct balance among the strings and between strings and winds; and (3) the need for amplification of sound in proportion to the size and character of the performance venue. The first of these three has already been documented by contemporary objections to excessively large orchestras. The second arose from the fact that, as much as possible, balance had 'automatically' to be taken care of in advance, given that concerts (unlike operas) almost universally had but a single rehearsal and no baton-wielding conductor monitoring the balance at each beat. The third need came from the desire for neither feeble nor bloated but solid orchestral sound in the tuttis. In the absence of electronic amplification, nothing remained except to adjust the numbers of musicians in different sections up and down until the desired effects were obtained. In the largest musical establishments, like those at Munich, Mannheim or Salzburg, there were sometimes 8o, 90o or more musicians on the payroll, but they never all played at once. Instead, orchestras of varying sizes and makeup'were selected from the large pool of available musicians to suit the genre, the venue and the occasion."4
The implications for modern concert performances seem clear. It makes little sense to replace modern instruments designed for large halls with 18th-century instruments designed for smaller ones unless we are willing also to return to small, resonant halls. Ifa concert hall is such that it requires extraordinarily large forces for the orchestral tone to be of satisfactory solidity, and if (as Schindler quotes Beethoven as saying) over-enlarged forces ruin the music's tempo, poetry and nuance, then any such hall should be abandoned as a venue for the performance of music of the Classical period, except perhaps for oratorios intended for massed forces.
The principle behind this is as sound now as it was two centuries ago: the size of an orchestra should correspond to the size and acoustic of the space in which it is playing.'5 The New York Philharmonic, for example, has a normal string complement of 17-17-12-12-9 or a total of 67. When performing 18th-century music, conductors will often request about half that number, perhaps 8-8-6-6-4 or a total of 32, with only single winds. This creates problems in all three of the categories mentioned above:
(1) Clarity Many 18th-century orchestras have proportionally more violins, fewer cellos and, especially, fewer violas; most often either the numbers of cellos and double basses are about equal or the double basses predominate. And only as much of his music is quaint as you make it that way. As for the effect of the tuttis: they'must fill the hall with sound-enough sound that it bounces off the walls, thus providing the necessary marked contrast to the sound of the solo and piano passages, which does not bounce off the walls. If the former fails to occur, the orchestra is too small for the hall. This means that a so-called 'chamber' orchestrawhether of period or modern instruments-may be a mistaken idea for performing Mozart's music in many large modern halls.
To replicate exactly one of Mozart's orchestras follows the letter of the historical data; it may work extremely well in just the right acoustic or for a recording. To follow the spirit that shaped the historical data, one must ask what was behind the orchestral arrangements of Mozart's time when those arrangements were in the hands of strong musicians who were not hampered by financial or political constraints. The answer: ample but not bloated sound in the tuttis, proportioned to the acoustic; perfect balance among strings and between strings and winds, with emphasis on the top and bottom of the orchestral texture at the expense of the middle; and maximum contrast between solos and tuttis, with tuttis that can make the hair stand up on the backs of listeners' necks. 
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